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Introductory  Remarks. 

A difference  of  opinion  exists  among  teachers  and  performers  in  regard  to  the  proper  manner  of 
holding  the  Mandolin.  Some  contend  that  the  best  results  are  obtained  by  holding  the  instrument  a- 
g-ainst  the  breast,  a position  which  allows  freedom  of  vibration  and  good  tone  results.  Others  recom- 
mend this  position  for  ladies  and  the  ordinary  lap  position  for  men.  Still  others  teach  the  breast  po- 
sition for  standing  and  the  lap  position  for  sitting.  And  there  are  those  who  advocate  an  upright  po- 
sition of  the  Mandolin, resting  it  on  the  knee. 

There  is  a like  difference  of  opinion  regarding  the  position  and  use  of  the  right  wrist. 

It  is  not  the  purpose  of  this  work,  however,  to  enter  into  a discussion  of  these  points.  IFhat  the  »tu- 
deni  wanu  is  results.  “All  roads  lead  to  Rome,”  and  the  teacher  who  is  working  out  his  own  ideas  in  his 
own  way,  and  gets  results,  is  on  one  of  the  roads. 

For  the  benefit  of  those  who  are  learning  without  the  aid  of  a competent  teacner  the  following  rules 
are  given. 

Sit  m a natural  and  easy  position,  with  the  right  leg  crossed  over  the  left  knee  and  rest  the 
Mandolin  between  the  right  thigh  and  the  body. 

Keep  the  right  wrist  naturally  curved  and  loose  at  the  joint.  Avoid  the  flat  stiff  position. 

The  tremolo  should  be  produced  by  a free  action  from  the  wrist. 

The  left  wrist  should  be  curved  outward.  Hold  the  neck  of  the  instrument  firmly  between  the 
first  joint  of  the  thumb  and  the  forefinger,  but  do  not  let  it  touch  the  palm  of  the  hand. 

Cultivate  & strong,  vigorous  stroke  of  the  fingers,  and  hold  the  strings  down  with  a firm 
pressure. 


DIAGRAM  OF  THE  FINGERBOARD. 
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PRACTICAL  METHOD  FOR  THE  MANDOLIN." 


The  Staff. 

In  learning  to  read  Music  it  is  necessary  first  of  all  to  learn  the  lines  and  spaces  of  the  Staff.  These 
should  be  committed  to  memory,  so  that  any  line  or  space  can  be  named  at  once. 

The  lines  and  spaces  below  and  above  the  staff  should  also  be  learned. 


A Whole  Note  o has  four  beats,  and  fills  a measure  in  common  time.  ( Four  quarter  notes  to  the 
measure.!  , 

A Half  Note  is  one  half  as  long  as  a whole  note, and  has  two  beats. 

A Quarter  Note  J has  one  beat;  an  Eighth  Note  one  half  beat,  and  a Sixteenth  Note  one 
quarter  beat. 


Scales  and  Intervals. 


A scale  is  a series  of  notes  or  tones  ascending 


descending  : 


in  regular  order. 


An  interval  is  the  distance  from  one  note  or  tone  to  another.  Thus  the  distance,  or  interval,  from 
12345678 


G to  G,: 


or  1 

wyTtt  e f g 


from  one  to  eight  of  the  scale, is  called  an  octave  (eighth). 


G 
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The  interval  from  G to  D 


is  a fifth,  as  is  also  the  interval  from  A to  E 


is  called  a fifth.  Likewise  from  D to  A 
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Tuning  the  Mandolin. 

The  strings  of  a Mandolin  are  in  pairs, and  are  tuned  in  perfect  fifth*. 
The  A strings  should  be  tuned  first,  either  with  a pitch-pipe  or  with  some 
other  musical  instrument  that  is  already  in  tune. 

Next  tune  the  D a fifth  lower  than  the  A;  then  the  G a fifth  lower  than 
the  D;and  finally  the  E strings  a fifth  higher  than  the  A. 

To  prove  the  tun  impress  down  the  A strings  at  the  7th  fret.  The  tone 
of  these  strings  should  then  be  the  same  as  that  of  the  open  E strings. 

Prove  the  other  strings  in  the  same  manner. 

Always  begin  with  the  A strings, and  train  the  ear  to  distinguish  the  per- 
fect fifth  as  soon  as  possible. 

At  first  it  may  be  well  to  use  a Mandolin  or  Violin  Tuner, which  is  a com- 
bination of  four  pitch-pipes  giving  the  pitch  of  each  string.  This  can  be  bought 
at  any  music  store. 

Learn  to  tune  softly  and  quickly.  This  is  important, especially  when  others  are  tuning  at  the  same 
time. 

The  Pick. 

The  Pick  or  Plectrum  should  be  selected  with  great  care.  Tortoise  Shell  is  best,  but  Celluloid  or 
Hard  Rubber  are  recommended  for  beginners.  Rather  soft, flexible  Picks  should  be  used  at  the  start, 
increasing'  in  stiffness  as  the  player  advances. 

The  signs  V indicating  Downward  Stroke,  and  A for  Upward  Stroke  are  used  in  the  following  ex- 
ercises. As  a rule  the  Down  Stroke  should  be  used  on  the  first  note  in  a measure  and  on  all  accented  notes. 

Exercise-  Open  Tones. 

work1116  "0teS  °n  the  l0W6r  Staff  b<!Played  by  the  teacher’or  ^ the  more  advanced  pupils  in  class 
Count  four  to  each  measure.  (One  beat  to  each  quarter  note.)' 
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The  Tremolo. 


The  Tremolo  is  produced  by  down  and  up  strokes  of  the  pick  in  rapid  succession.  This  is  the  only  way 
in  which  tones  can  be  tustained  in  playing  the  Mandolin. 

Give  four  strokes  to  each  beat  thus: 


Later,  a more  rapid  movement  can  be  acquired. 

The  sign  £ either  above  the  note  d or  across  the  stem  t is  sometimes  used  to  indicate  the  tremolo. 
The  general  use  of  this  mark  is  not  recommended  however,  and  it  will  be  used  only  in  the  first  exercises 
in  this  book. 

At  a rule  the  tremolo  should  be  used  in  playing  whole  notes,  half  notes  and  dotted  quarter  notes.  In 
slow  movements  quarter  notes  may  also  he  played  tremolo. 


Exercise.  G String. 


Sharps. 

k thorp  | indicates  that  the  note  before  which  it  is  placed  is  to  be  played  a half-tone  (one  fret)  higher. 

When  a sharp  occurs  at  the  beginning  of  a strain  it  signifies  that  F is  always  sharp  in 

that  strain.  This  applies  to  all  music  in  the  key  of  G. 
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Scale  of  G. 


Dots,  when  placed  before  a double  bar  . ill  are  called  repeat  marks,  and  indicate  that  the  strain 
is  to  be  repeated.  

Repeat  these  exercises  five  times. 
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In  four. part  or  common  time  a quarter  note  has  a beat,  and  four  quarter  notes  fill 


a measure. 


la 


Give  a dotted  quarter  note  J • one  beat  and  a half  .• 
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Allow  three-quarters  of  a beat  for  a dotted  eighth  note  J) 

Th«‘,  .igM,  „d.  J)  J)  /J,  wlll<osetker  „cei?e  oM  bt>, 

Imll^ 


Etude. 
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Expression  Marks. 

The  marks  of  expression  most  frequently  used  are  those  indicating1  the  degree  of  loudness  or  softness 
required. 

The  letter  f means  loud -,mf  medium  loud;  p soft. 

A crescendo  mark  " "1  means  gradually  louder;  decrescendo =—  gradually  softer. 


March. 
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A natural  |j  destroys  the  effect  of  a sharp  or  flat  which  has 
Moderato.  ( Moderately.) 

36 


been  previously  used. 


18 


Use  of  the  Fourth  Finger. 

In  playing  D gSE  A-(f-J  and  E * 
the  open  strings.  ^ 


it  is  often  desirable  to  use  the  fourth  finger  instead  of 


For  example,  D is  played  on  the  G string  by  placing  the  fourth  finger  at  the  7th  fret.  The  tone  thus 
produced  has  the  same  pitch  as  the  open  D. 

//" 

Gr  String1 

G A B C D 


D String. 

D E F G A 


A String. 

A B C D E 
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The  scale  may  be  practiced  as  follows,  using  the  open  strings  in  ascending  and  the  fourth  finger  in 
descending. 


Scale  of  C. 
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value"'**6  6iffn  ^ WheD  placed  above  a note  that  the  tone  is  to  be  held  beyond  its  leguhr  time 
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Maestoso.  (Majestically.) 
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Etude. 
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Accent. 
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Th^in^Lpar^ti^t^firS^  Jlle.time  by  accentine  or  mpAaHting-  certain  notes  intha  measure 
Of  ft.  pick  pl;'r,S  " ™'y  ' ■■  4 rathe,  more  decided  stroke 

™ilV“,d0,btt!”  I »•«'*>  b«*‘  <■  trtth.  slighter  ae- 


| time.  Accent  the  first  beat. 


In  ® time  the  accent  falls  on  the  first  beat, with  a slighter  accent  on  the 


fourth  beat. 
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Key  of 


F and  C are  sharp  in  the  key  of  D.  Notice  the  new 
sharp  occurs  on  C,  the  seventh  tone  of  the  scale. 
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Changing  time  and  tempo. 
Andante 


Duet. 
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Moderato.  J • CZERNY. 
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Tic,  tic,  toe. 

„ - . Neapolitan  Air. 

Moderato. 
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Etude. 
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Syncopation. 


Syncopation  occurs  when  the  reg  ular  accent  of  the  measure  is  broken. 
Examples: 


(1)A  short  note  followed  by  a longer  note  in  the  same  beat  J 

(3)  Special  accent  falling  on  a beat  which  is  usually  unac- : 
ccnted. 


f-n- 

> 

> 

> 

e — 

measure  or  beat. 


- 4 LJ  ==R 

g_ _ 

t. 

The  so-called" Rag- time’music  is  in  syncopated  time, as  are  also  many  of  the  Scotch  and  Polish  mel- 
odies. 


Study  in  Syncopation. 


Polish  Dance. 


Robin  Adair. 
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Legato  Playing. 

A group  of  notes  connected  by  a slur^ — "-should  be  played  smoothly  and  with  a continuous  tremolo 
The  pick  may  be  raised  from  the  strings  at  the  end  of  a group  of  notes  thus  marked.  This  will  sep- 
arate the  groups,  or  phrases,  and  will  add  greatly  to  the  effect. 


B is  flat  in  the  key  of  F.  K©y  Of  F . 


Moderato. 
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Andante.  BRANZOLI. 
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The  Appoggiatura. 


sarjisn ::  t;c;:sr*  * - 

grace  note  ^ece^ngThe  nrltttroTe  7tl  pTck  n°te’Which  “ bc  tin- 


La  Golondrina. 


42 


The  Last  Rose  of  Summer. 


Andante.  ^ IRISH. 


Key  of  E. 

of  the  scale*  <D)D  ^ ShiUP  the  ^ °f  E'  N°tice  the  new  sharp  always  occurs  on  the  seventh  tone 


Juanita. 
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Scale  in  A minor. 
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Etude. 


CRISTOFARO. 


Scale  in  E minor. 


Scale  in  B minor. 
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The  Scarlet  Sarafan. 


Sliding  the  finger. 


Musical  Terms  in  Common  Use. 


I Relating  to  Speed. 

Accelerando..  Gradually  faster. 

Adagio.  _ Slow. 

Allegretto..  Moderately  quick. 

Allegro..  Quick,  lively. 

Andante..  Jn  moderately  slow  time. 

Andantino..  Somewhat  faster  than  Andante. 

A tempo.  _ In  regular  time. 

Grave..  Very  slow. 

Largo..  Extremely  slow  and  solemn. 

Lento.  _ Slow. 

Meno  mosso.  _ Slower. 

Moderato.  _ In  moderate  time. 

Molto  Allegro..  Very  quick. 

Piu  moto._  Faster. 

Prestissimo..  As  fast  as  possible. 

Presto..  Very  fast. 

Ritardando.  _ Gradually  slower. 

Ritenuto..  Slower. 

Stringendo..  Accelerating  the  time. 

Tempo  primo..  In  the  original  time. 

Vivace..  Animated  and  lively. 

II  Relating  to  Power. 

Crescendo  (cresc.)  _ Gradually  louder. 

Forte  (lf).  _ Loud. 

Fortissimo  Very  loud. 

Forzando  (fg)._  With  special  emphasis. 

Mezzo  forte  ( mf),_  Medium  loud. 

Pianissimo  (pp).~  Very  soft. 

Piano  (p)._  Soft. 

Rinforzando  (rinf.  or  rf.)_With  additional  tone  and 
emphasis. 

Sforzando  («/,).AVith  particular  emphasis. 
Smorzando  (smorz)..  Gradually  softer, 'dying  away. 

Ill  Manner  of  Performance. 

Ad  libitum  (ad  lib.).  At  the  discretion  of  the  per- 
former. 

Amoroso.  _ Lovingly,  tenderly. 

Animato..  With  animation,  spirited. 

Arpeggio..  The  notes  of  a chord, taken  in  rapid 
succession;  in  harp  style. 

Ren  marcato..  WeR  marked. 

Rravura..  With  brilliant  execution. 

HriRante..  In  a showy,  briRiant  style. 

Calando.  _ Gradually  softer  and  slower. 

Cantabile  1 r 

Cantando)  in  a graceful  singing  style. 

Con..  With. 

“ Amore..  Tenderly, lovingly. 

' ' Anima..  With  animation. 

“ Brio..  In  a briRiant, spirited  style. 

“ Dolore. . MournfuRy. 


Con  Espressione._With  expression. 

“ Fuoco..  With  fire  and  animation. 

“ Molto..  In  an  agitated  manner. 

“ Spirito._With  spirit. 

Dolce..  In  a soft, sweet  style. 

Legato..  Smooth  and  connected. 

Maestoso..  Majestically. 

Marcato..  In  a marked  and  emphatic  style. 
Morendo.. Gradually  slower  ana  softer;dying  out. 
Non  troppo.  _ Not  too  much. 

Poco  apoco..  Ry  degrees, gradually. 
RaRentandofraR.)  _ Gradually  slower  and  softer. 
Scherzando..  In  a light  and  sportive  manner. 
Sostenuto..  Sustained. 

Staccato..  Short, detached. 

Syncopation..  Placing  the  accent  on  a part  of  the 
measure  which  is  usually  unaccented. 

Tacet..  SHent. 

Tenuto..  Sustained;  held  with  a cRnging  tone. 
Tutti..  With  aR  the  instruments  or  voices. 

IV  Relating  to  Structure. 

Coda..  A few  measures  added  at  the  end  of  a com- 
position. 

Da  Capo  (D.C.).Return  to  the  beginning. 

Dal  Segno  (D.S.)  _ Return  to  the  sign. 

FinaJe._The  last  movement  of  a composition. 

Fine..  The  end. 

ObRgato..  An  important  accompaniment  part. 
Senza. Replica..  Without  repeating. 

Trio._(l.)  A composition  for  three  voices  or  instru- 
ments. (2. ) A second  movement  in  a march  or  dance. 

V  Embellishments. 

Appoggiatura..  Anote  written  in  a smaR  charade; 
and  preceding  the  principal  note  from  which  it 
takes  its  time. 

Cadenza..  A passage  introduced  by  way  of  embeRish- 
Mordente..  A short  shake.  ment. 

TriR  (4r)—  A shake, usually  alternating  with  the 
principal  note  and  the  tone  above. 

Turn..  An  embellishment  consisting  of  the  principal 
note,  the  tone  above  and  the  semitone  below. 

VI  Signs. 

~~  Crescendo.  - Decrescendo. 

^Tie,  binding  two  notes  on  the  same  line  or  space. 

Slur,  indicating  that  the  notes  are  to  be 
smoothly  connected. 

. . . Staccato  marks. 
r 1 1 Short  staccato. 

Turn. 

Mordente. 

^ Signs  indicating  passage  to  be  played  again. 
tT\  Pause  or  hold. 

'/•  Repeat  last  measure. 
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VIOLIN  CLASSES  l 

t SUCCEED  WITH  « 

S HARVEY'S  CLASS  STUDIES  : 

► Tho  teaching  of  violin  in  CLASSES  has  grown  fo  rudi  tremendous  dimandons  that  moro  -4 
^ up-to-dete  fonehing  moforiol  ho*  boon  found  necessary.  Abort  Horvoy,  tho  popular  ^ 

► eompoior  and  orrangor  of  Vioiln  Mun'c  for  Childron,  ho*  written  a tarioa  of  CLASS  4 

► STUDIES  that  havo  taken  tho  country  by  rtorm.  Books  One  to  Sb,  induahre,  are  devoted  < 
^ entirely  to  first  Position.  Book  Seven  introduce*  Third  Position.  Book  Eight  introduces  ^ 

► Double  Stops;  Book  Niee,  the  Fourth  Position.  Each  book  saB*  for  fifty  cents.  4 

l TENOR  BANJO  CLASSES  \ 

t SUCCEED  WITH  BICKFORD’S  : 

: 20TH  CENTURY  METHOD  ; 

^ Many  Tenor  Banjo  daises  fail  beams  the  teaching  material  is  unsuited  fo  their  needs.  ^ 

► The  BiCKFORD  20th  CENTURY  METHOD  is  probably  the  easiest  book  of  its  kind,  and  J 

► has  bean  endorsed  by  successful  schools  everywhere.  Published  in  K.  * / me*,  first  4 

^ Book  for  beginners.  Second  Book,  advanced.  Each  book  sols  for  rev:  ,*y-five  cents.  ^ 

: Hawaiian  Guitar  Classes  l 

t SUCCEED  WITH  BICKFORD’S 

► HAWAIIAN  GUITAR  METHOD  : 

► One  of  tho  most  intriguing  Musical  Instruments  ever  to  become  popular  al  over  the 

^ world,  is  the  Hawaiian  or  Steal  Guitar.  Our  new  BiCKFORD  METHOD  FOR  HAW  At-  ^ 

► IAN  &UITAR  is  helping  thousands  of  amateurs  « wal  as  professionab,  to  became  e 

► proficient  on  this  instrument.  A vary  Easy  Instructor,  yet  containing  much  worthwhile  ◄ 

£ material  This  book  contain*  64  pages,  sol*  for  $1.  * 

£ PUBLISHED  BY  * 

► FRED  HELTMAN  CO.,  414  Prospect  Arc.  SE.,  CLEVELAND,  OHIO  < 


